THE 


HR ERSITY, OF 
ISCONSIN PRESS 


JOURNALS DIVISION 


"Konduktion und Niveauunterschiede’': The Structure of B6ll's "Katharina Blum" 
Author(s): William S. Sewell 
Source: Monatshefte, Vol. 74, No. 2 (Summer, 1982), pp. 167-178 


Published by: University of Wisconsin Press 


Stable URL: http://www.jstor.org/stable/30165310 
Accessed: 24-11-2015 10:40 UTC 


Your use of the JSTOR archive indicates your acceptance of the Terms & Conditions of Use, available at http://www. jstor.org/page/ 
info/about/policies/terms.jsp 


JSTOR is a not-for-profit service that helps scholars, researchers, and students discover, use, and build upon a wide range of content 
in a trusted digital archive. We use information technology and tools to increase productivity and facilitate new forms of scholarship. 
For more information about JSTOR, please contact support @jstor.org. 


http://www.jstor.org 


This content downloaded from 160.36.178.25 on Tue, 24 Nov 2015 10:40:56 UTC 
All use subject to JSTOR Terms and Conditions 


‘“Konduktion und Niveauunterschiede’’: 
The Structure of B6ll’s Katharina Blum 


WILLIAM S. SEWELL 
University of Otago 


If critics have by and large directed their energies towards the content 
of BOoll’s work, they have been seduced into doing so, as Rainer Nagele 
points out, by the very nature of the work itself: 


Es liegt allerdings zum Teil an Bolls Werk selbst, wenn das Interesse an forma- 
len Aspekten oft in den Hintergrund getreten ist; denn im Gegensatz etwa zur 
experimentellen Literatur bleibt das Formale bei BOoll eher unauffallig, 
wahrend das emotionale Engagement sich viel deutlicher aufdrangt. ' 


In the case of the ““Erzahlung”’ Die verlorene Ehre der Katharina Blum there 
is no doubt that the ‘emotional commitment” does clamor for the immedi- 
ate attention of the critic, intimately connected as it appears to be not only 
with BGll’s own treatment at the hands of the Springer press after his inter- 
cession on behalf of Ulrike Meinhof,? but also—as he himself has insisted— 
with the ‘‘Rufmord” of other individuals, specifically Professor Peter Bruck- 
ner of Hannover.’ Accordingly, in the limited body of secondary literature 
which is concerned with Katharina Blum, the emphasis has been on the so- 
cial and moral questions raised by the work. Hanno Beth, for example, ana- 
lyzes the portrayal of the fomentation of violence by the ‘““Boulevardpresse’”’ 
and is able to sum up the latter’s methods in Plutarch’s maxim: “‘Audacter 
calumniare, semper aliquid haeret.’* Charlotte W. Ghurye brings to the 
fore the dimension of “‘social prejudice against women in a male dominated 
society.’’> Giinther Wirth takes the very self-evident step from the private 
violence endured and meted out in the ‘‘Erzahlung”’ to ‘‘jener Gewalt in der 
kapitalistischen Gesellschaft, die von den Banktresoren und den Zentralen 
der psychologischen Kriegsfitihrung ausgeht.’’® And Jochen Vogt discerns in 
this story a variation of B6ll’s continuing pre-occupation with the “‘gestorte 
Idylle,’”’ where the destructive power of “‘die unfaBbare Schicksalsmacht 
Krieg” in earlier works is replaced by “‘der gesellschaftlich konkretisierte 
Mechanismus struktureller Gewalt in Form des Sensationsjournalismus.’” 
Despite the critical emphasis on the themes of Katharina Blum, how- 
ever, there has been a useful discussion of the language employed by BOI: 
with its marked contrast between the sensitive precision of Katharina’s insis- 


Monatshefte, Vol. 74, No. 2, 1982 167 
(026-927 1/82/0002-0167 $01.50/0 
© 1982 by The Board of Regents of The University of Wisconsin System 


This content downloaded from 160.36.178.25 on Tue, 24 Nov 2015 10:40:56 UTC 
All use subject to JSTOR Terms and Conditions 


168 Sewell 


tence on a word such as “‘giitig’’® and the harsh vernacular of the police and 
the ‘“ZEITUNG,” the language is said to show the all-pervading nature of 
‘‘strukturelle Gewalt.”’ This was pointed out in an early review by Dorothee 
Sélle, who highlighted two levels of language in the “Erzahlung’’— 
‘“Vulgare, lange Zeit nicht literaturfahige Sprache” and “‘vergessene, tradi- 
tionelle Sprache” —and claimed that ‘“‘dem Verlust an Ehre fir das Indivi- 
duum entspricht der Verlust an Sprache fiir die Gesellschaft.’ More 
recently, Sdlle’s argument appears to have been echoed by Rainer Nagele, 
who considered that the work ‘‘thematisiert ausdriicklich die Sprache in 
ihren dystopischen und utopischen Aspekten, dargestellt in der Konfronta- 
tion von journalistischer Sprachmanipulation und der Sprachsensitivitat der 
Heldin.’’” 

Less attention has been devoted, on the other hand, to Boll’s very con- 
scious attempt to provide a comprehensive structure by means of introduc- 
ing an “‘intentionale Erzahlhaltung,” i.e., a narrative perspective which 
reflects the very act of narration. Yet it is evident that the structure plays as 
important a role in underpinning the work’s thematic substance as does the 
language, for it too reflects a contrast: between the desire of the narrator to 
bring the story to a satisfactory conclusion and the awareness that Ka- 
tharina’s act is, at the most, of individual significance and ultimately futile. 
The result is a structure which threatens to slip into chaos, but paradoxically 
does not. The narrative structure has been cursorily examined by Rolf Mi- 
chaelis, who in an otherwise positive review decried the ‘““UbermaB an Kon- 
struktion”’ and the “‘kokette Struktur, spielerische Verschachtelung, 
zwinkernde Riick- und Vorblenden,’”" and by Zipes, who concludes that the 
narrator’s ‘“‘scruple about finding the right word to describe the process for 
putting together his data, and his admission that he might not be able to 
bring everything together are signs of openness which allow us as readers to 
share in his discoveries with a critical eye.’’’ But only Manfred Durzak has 
paid any detailed attention to the question of narrative perspective. 

In two articles Durzak compares Katharina Blum with BOll’s earlier 
novel Gruppenbild mit Dame (1971). In the first, concerned with the politi- 
cal significance of both works, the private protests of the central protagonists 
are criticized as being no more than “eine subjektive momentane Be- 
freiung’’;” in the second, entitled “Entfaltung oder Reduktion des Er- 
zahlers? Vom ‘Verf.’ des Gruppenbildes zum Berichterstatter der Katharina 
Blum,’ Durzak investigates the role of the narrator. If a principal charac- 
teristic of contemporary German narrative prose is the author’s allowing or 
compelling the reader to assemble the work for himself from a number of 
disparate parts,’ then Katharina Blum and Gruppenbild seem to reflect epic 
traditions of the past. For in these two works the reader is guided from be- 
ginning to end by a narrator whose personality and attitude are articulated to 
a greater or lesser degree. There is little to add to Durzak’s characterization 
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of the narrator in Katharina Blum, but certain factors will be summarized 
here, since they form a useful basis for the discussion which follows. First, he 
maintains that the narrator is to a great extent an ‘‘abstraktes Konstruktions- 
vehikel,’’ functioning as a ‘“‘Personen-Maske des realen Erzahlers, der sich 
dahinter verbirgt,’”’ by which one assumes he is referring to the author him- 
self; at any rate, the contours of the narrator’s personality are not so clearly 
defined as in Gruppenbild. Secondly, Durzak speculates—rather wildly—as 
to the identity of the narrator, ranging from the reasonable assumption that 
he is ‘tals Person in der Umgebung des Rechtsanwaltes Blorna und des 
Staatsanwaltes Hach zu suchen’’ to the supposition that he is “‘ein juristisch 
gebildeter Journalist,’ for which there is no evidence. Thirdly, the narrator 
is Said to be “‘allwissend,”’ which is true to the extent that, unlike the ‘‘Verf.”’ 
in Gruppenbild, the former is aware of the outcome of the events from the 
beginning of his narrative; but it must also be emphasized that the narrator 
in Katharina Blum knows only as much as his sources have revealed and is 
therefore reduced to an “‘eingeschrankte Erzahlposition.”’ Finally, Durzak 
points out the important fact that the narrator is at pains to produce an “‘er- 
zahlerisch effektvolle Aufbereitung des Stoffes,” particularly in the ex- 
tended metaphor of ‘“‘Dranage oder Trockenlegung,” but is unable in view 
of the facts to bring about an “‘epische Harmonisierung.’’'* Despite these in- 
structive observations, however, Durzak omits to give a thorough demon- 
stration of the formal mechanisms by which the narrator/author organizes 
his material, and it is to this end that my study is specifically directed. 

The major structural element in the ““Erzahlung”’ is that ostensibly de- 
vised and developed by the narrator. It is a structure of some transparency, 
the existence of which is brought about through the narrator’s desire to im- 
pose an aesthetic harmony on facts and events which essentially cannot be 
harmonized. Throughout the work there are strong indications that the nar- 
rator has such artistic pretensions, and reflections of this kind are often inti- 
mately connected with the extended image chosen by the narrator to em- 
body the structure. This image derives from the literal meaning of the terms 
‘“‘Quellen” and ‘‘Nebenquellen,”’ which are introduced, naturally enough, in 
the first chapter, where the narrator names his sources. The discovery is 
made that the associations arising from these terms afford an appropriate 
metaphor for describing the shape of the narrative, which is frequently 
“flieBend”’ in nature. The second chapter is therefore devoted to an exposi- 
tion of this metaphor, which reads: 


Wenn der Bericht—da hier soviel von Quellen geredet wird—hin und wieder 
als ‘“‘flieBend’’ empfunden wird, so wird daftir um Verzeihung gebeten: es war 
unvermeidlich. Angesichts von ‘‘Quellen” und ‘‘FlieBen” kann man nicht von 
Komposition sprechen, so sollte man vielleicht statt dessen den Begriff der 
Zusammenfithrung (als Fremdwort dafiir wird Konduktion vorgeschlagen) 
einfiihren, und dieser Begriff sollte jedem einleuchten, der je als Kind (oder 
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gar Erwachsener) in, an und mit Pfiitzen gespielt hat, die er anzapfte, durch 
Kandle miteinander verband, leerte, ablenkte, umlenkte, bis er schlieBlich 
das gesamte, ihm zur Verfiigung stehende Pfiitzenwasserpotential in einem 
Sammelkanal zusammenfihrte, um es auf ein niedrigeres Niveau ab-, mogli- 
cherweise gar ordnungsgema8B oder ordentlich, regelrecht in eine behdrdli- 
cherseits erstellte AbfluBrinne oder in einen Kanal zu lenken. Es wird also 
nichts weiter vorgenommen als eine Art Dranage oder Trockenlegung. Ein 
ausgesprochener Ordnungsvorgang! Wenn also diese Erzahlung stellenweise 
in Flu8 kommt, wobei Niveauunterschiede und -ausgleiche eine Rolle spielen, 
so wird um Nachsicht gebeten, denn schlieBlich gibt es auch Stockungen, 
Stauungen, Versandungen, miBglickte Konduktionen und Quellen, die ‘‘zu- 
sammen nicht kommen k6nnen,”’ auBerdem unterirdische Stromungen usw. 
usw. (10f.) 


The rationale behind this extended metaphor is that the events in Katharina 
Blum cannot be reproduced in a neat, consecutive fashion; instead, because 
the narrator is confronted with a multiplicity of disparate sources, he is of the 
opinion that it is preferable to communicate each body of information with 
regard to its respective internal connections, rather than to strict chronologi- 
cal order. Each item of information may be considered a tiny ‘‘Pfitze,”’ 
which is collected with other related ‘“‘Pfiitzen”’ in a larger “‘Pfiitze,” until a 
particular area has been exhausted or “drained,” at which point the com- 
bined volume of information is stored, while the process is resumed else- 
where. Eventually, each body of information is released into the ‘‘Sam- 
melkanal,”’ which corresponds to the principal direction of the narrative. 
However, by marking carefully the points at which material is stored or re- 
leased, the narrator is able to maintain considerable control over the time, 
which, far from lapsing into chaos, reveals in fact a clear symmetrical pat- 
tern. It can thus be seen that a major function of the extended metaphor is to 
provide an alternative time sequence. Two other, less critical functions are 
also indicated: in the term ‘“‘Niveauunterschiede”’ there is an aesthetic as 
well as a temporal dimension; and “‘unterirdische Stromungen”’ signifies the 
hidden connections between one item or body of information and another, 
which in this context assume a social dimension. Finally, it should be noted 
that this “drainage” metaphor is also an oblique expression of the narrator’s 
distaste for much of the material he is handling: he literally wishes to “‘flush it 
away.” 

As far as the temporal function of the metaphor is concerned, its most 
important facet is contained in the word “‘Stauungen,”’ for it is with this term 
in particular that the narrator maintains the apparatus outlined in Chapter 
two through the course of the ‘‘Erzahlung.”’ In order to appreciate how this 
operates, it is necessary to divide the work into a number of independent 
sections—seven in all—over and above the division into chapters: 

1. The first section (Chapters 1-3) is purely introductory in nature, giving the 
sources, the structural logic and also, in a skeleton form, the bare facts of 
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the case: “Das sind also die Fakten’”’ (13). Although it represents the nar- 
rative present, it is clearly removed from the time-scheme of the rest of 
the “Erzahlung”’ and requires no further discussion here. 

2. Chapters 4-7 represent a ‘‘Vorblende”’ or anticipation of events after the 
shooting of the journalist T6tges: the discovery of the photographer 
Schonner’s body on Ash Wednesday, the funerals of T6tges and Schon- 
ner. This ‘“Vorgriff’’ is motivated by the desire to exclude Katharina from 
the outset from any involvement with the photographer’s murder, which 
occurs in a purely coincidental fashion. 

3. With this section (Chapters 8-23), a chronological order is followed from 
the Wednesday afternoon (20 February 1974), through the events of the 
next day—G6tten’s escape from Katharina’s apartment, her interroga- 
tion by the police—to a sudden switch of location and “acceleration” of 
time in focussing on the Blornas, from their first full day at the skiing re- 
sort (Thursday, 21 February) to their return on Saturday morning (23 
February). Such an ‘‘acceleration”’ of time would seem to correspond to 
the image “in Flu8 kommen,” for by concentrating on the situation of the 
Blornas the narrator has to bypass for the present the events occuring on 
Friday (22 February) in the city. This temporary emphasis on the Blornas 
represents therefore the collection and release of a certain volume of in- 
formation, which need not now interfere on a future occasion. 

4. However, it does necessitate what the narrator calls a ‘““Ruickstau,’’ com- 
prising Chapters 24-37, in order to give full attention to the omitted im- 
portant events of the Friday: ‘“‘Hier mu8 eine Art Rickstau vorgenom- 
men werden, etwas, das man im Film und in der Literatur Riickblende 
nennt...” (58). The narrator thus extends the metaphor of Chapter 
two to express the device of the “‘flashback.”’ But he also makes an apol- 
ogy in Chapter 25 for having to operate with such “‘Stauungen”’: 


Gewisse Stauungen, die man auch Spannungen nennen kann, sind ja unver- 
meidlich, weil nicht alle Quellen mit einem Griff und auf einmal um- und abge- 
lenkt werden k6nnen, so daB das trockengelegte Gelande sofort sichtbar wird. 
(76) 
Indeed, he even introduces in the same chapter—which concerns Ka- 
tharina’s intimate telephone conversation with G6tten—the term ‘‘Ne- 
benpfiitzenstau,”’ thus establishing further the extreme complexity of the 
task before him. Since much occurs on the Friday, this ““Riickstau”’ is a 
lengthy one, the end of which 1s delayed on two occasions. Already at the 
opening of Chapter 34 we find the statement: “‘Hier sollte erkannt wer- 
den, daB der erste Ruckstau® fast beendet ist, man vom Freitag wieder 
zum Samstag gelangt. Es wird alles getan werden, weitere Stauungen, 
auch liberfliissigen Spannungsstau zu vermeiden’”’ (101). But we are many 
pages away from its conclusion. Again at the beginning of Chapter 37 the 
qualification is made: “‘Bevor der Rickstau endgiultig als beendet be- 
trachtet werden... kann...” (108), and even at the very end the 
‘“Riickstau”’ is abandoned only with reluctance, it seems: ‘“‘In diesem 
Augenblick kann der Rickstau fir vorlaufig beendet erklart wer- 
den...’ (112). It is as if the narrator has little confidence in his mastery 
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of the material and is anxious lest he has inadvertently excluded some- 
thing of importance. 

5. Chapters 38-49 return to the orthodox chronological order of my section 
3, resuming with the arrival of the Blornas on Saturday morning and pro- 
ceeding to noon of the following day, when Katharina leaves the journal- 
ists’ bar ““Zur Goldente” for her fateful interview with T6tges. This sec- 
tion does not unravel entirely smoothly, since there is one lengthy chapter 
devoted to a “‘technische Zwischenbemerkung”’ (131), which interrupts 
the narrative, but does not disturb the time sequence unduly. 

6: The sixth section (chapters 50-57) consists of the second ‘‘Vorblende,”’ 
anticipating events after the shooting of Totges: Blorna’s investigations 
on behalf of Katharina, the subsequent professional difficulties of both 
Blorna and his wife, and the incident at the opening of Le Boche’s exhibi- 
tion. This “‘flash-forward”’ in fact reaches on occasions into the narrative 
present—for example, in the description of Blorna’s physical appearance 
during the period leading up to Katharina’s trial (170f.)—thus complicat- 
ing even further the time sequence. However, the unity of this section is 
not thereby subverted, since it remains a simple ‘‘Vorblende”’ in terms of 
the overriding movement of the narrative. 

7. The anticipation of subsequent events, most of which show the effects of 
‘“‘Gewalt” on the Blornas—and also on Else Woltersheim (Chapter 55)— 
allows the narrator to close with Katharina’s account of the circumstances 
of the murder (Chapter 58). It is significant that at this point the narrator 
abdicates his position entirely, reproducing her account verbatim and ne- 
glecting even to add any concluding comments of his own. In terms of the 
time structure of the ‘“‘Erzahlung,”’ her statement may be regarded as a 
““Riickstau,” even though it is made subsequently to the span of Wednes- 
day to Saturday which comprises the focal point of the work. Concluding 
the narration as it does, it gives Katharina’s plight a certain immediacy 
and thus elicits the sympathy of the reader for her. 


Summarizing these sections briefly, it can be seen that a symmetrical 
pattern of sorts emerges: the ‘“‘Erzahlung”’ operates primarily on the time 
continuum Wednesday 20 February 1974 to Sunday 24 February 1974 (sec- 
tions 3-5); but at each end of the work we encounter ‘“‘Vorblenden’”’ (sections 
2 and 6) and in the middle a lengthy ‘‘Riickstau’”’ (section 6); it is prefaced by 
an introduction, which stands apart from the time-scheme, and concluded 
by a “‘“Riickstau”’ released by a different narrator. 

Although the terms ‘‘Niveau”’ or “‘Niveauunterschiede”’ obviously 
have some bearing on the time structure of Katharina Blum, in that the nar- 
rator alternates, as we have just witnessed, between differing levels of time, 
they tend to be employed instead as a reflection of the narrator’s aesthetic 
pretensions. As early as Chapter three this function of the terms is indicated, 
where the narrator attempts to distance himself from the portrayal of mur- 
der in the popular media, and here the use of ‘“‘Niveauunterschiede’”’ quite 
clearly has nothing whatever to do with time: 
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Es soll hier nicht so viel von Blut gesprochen werden, denn nur notwendige 
Niveauunterschiede sollen als unvermeidlich gelten, und deshalb wird hiermit 
aufs Fernsehen und aufs Kino verwiesen, auf Grusi- und Musicals einschlagi- 
ger Art; wenn hier etwas flieBen soll, dann nicht Blut. (13) 


This statement stands by no means in isolation: it is echoed on at least three 
other occasions in the course of the ““Erzahlung.”’ At the beginning of Chap- 
ter seven, for example, we find: ‘“‘Gehen wir von diesem auBerst niedrigen 
Niveau sofort wieder auf hGhere Ebenen. Weg mit dem Blut” (18); in Chap- 
ter 39: “Es soll hier . . . méglichst wenig Blut flieBen ...” (120); and 
finally, in Chapter 51, the narrator excuses himself from reporting what the 
‘“‘ZEITUNG” prints after the murder: 


Das soll hier nicht alles erwahnt oder zitiert werden. Gewisse Niveauverlet- 
zungen oder -verlassungen sollen nur dann vorgenommen werden, wenn sie 
notwendig sind, und hier sind sie nicht notwendig, weil man ja inzwischen die 
ZEITUNG wohl kennt. (166f.) 


The other significant aesthetic utterance of the narrator is revealed in Chap- 
ter 41, the ‘‘technische Zwischenbemerkung,” in which he complains bit- 
terly about the difficulty of assembling the material in a satisfying fashion. 
For one thing: ‘In dieser Geschichte passiert zu viel. Sie ist auf eine 
peinliche, kaum zu bew4ltigende Weise handlungsstark: zu ihrem Nachteil”’ 
(131); and in addition he is troubled by “‘lauter Dinge und Leute, die einfach 
nicht synchronisierbar sind und dauernd den Flu8 (bzw. den linearen 
Handlungsablauf) st6ren . . . ’’ (132). This would seem to imply that, de- 
spite the positive start with the metaphor of ‘“‘Konduktion,” the narrator’s 
confidence in his ability to relate the events as conscientiously as possible is 
becoming severely shaken; and in the “‘Zwischenbemerkung” he is showing 
irritation and at the same time excusing his apparent incompetence. Thus, 
when in Chapter 57 he makes the apologetic remark: 


Es ist natiirlich 4uBerst bedauerlich, daB hier zum Ende hin so wenig Har- 
monie mitgeteilt und nur sehr geringe Hoffnung auf solche gemacht werden 
kann. Nicht Integration, Konfrontation hat sich ergeben. (180) 


he is referring not only to the unsatisfactory outcome of the plot, but also to 
the lack of formal harmony. 

Before we leave the metaphor which dominates the structure of Ka- 
tharina Blum, the question of the “‘unterirdische Stromungen”’ must be re- 
solved. There is no doubt that it is these which are partly responsible for the 
narrator’s structural difficulties: those hidden connections within society 
which render his task that much more complex. He comments tn the “‘tech- 
nische Zwischenbemerkung’’: ‘‘Nun, es geschieht so vieles im Vor- 
dergrund—mehr noch im Hintergrund” (134). Then he proceeds to give the 


example of the “‘ZEITUNG’s”’ close links with Straubleder’s business asso- 
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ciate, Liiding, links confirmed earlier in Straubleder’s first interview with 
Blorna, in which the former claims: ‘‘Alles, was wir wissen, wissen wir von 
der ZEITUNG, zu der Liiding zum Gluck gute Beziehungen hat” (129). An- 
other, perhaps more sinister, hidden connection is that which exists between 
the “‘ZEITUNG”’ and the police. The first evidence for this is provided when 
Katharina is escorted back to her apartment by Moeding, after her interro- 
gation on Thursday, and he advises her: ‘‘Lassen Sie die Finger vom Telefon 
und schlagen Sie morgen keine Zeitung auf,”’ indicating that certain details 
have already been leaked to the press (45). This link is corroborated when 
Beizmenne admits that certain particulars of his investigation—such as the 
fact that Else Woltersheim’s mother resides voluntarily in the GDR—he 
owes to the reporters of the “ZEITUNG,”’ the publishing house belonging to it 
and ‘“‘mit diesem Haus verbundene Organe,”’ 


die nun einmal locKere und nicht immer konventionelle Methoden hatten, 
Einzelheiten zu erfahren, die amtlichen Rechercheuren verborgen blieben. 
(159) 


A clandestine arrangement of mutual benefit to the police and the 
‘““ZEITUNG ’ is thus clearly suggested. From these two examples it can be per- 
ceived that the ‘‘unterirdische Stromungen”’ represent an attempt on the 
part of the narrator/author to extend the field of ‘“‘Gewalt”’ beyond the pri- 
vate sphere, by revealing the complicity of social institutions and commerce. 
However, the widening of scope in this manner is not developed sufficiently 
to be fully convincing, since by concentrating largely on a single case Boll is 
operating in his usual fashion, as Zipes comments, with a “‘moralist and indi- 
vidualistic approach’’; consequently, ‘“‘the origins of violence become too 
personalized for us to gain a clear picture of the power relationships of the 
political reality in the Bundesrepublik.’’” 

Notwithstanding the dominance of the extended metaphor introduced 
in Chapter two, there are three other structural links in the “‘Erzahlung”’ 
which should not be overlooked. These are not explicitly inserted by the nar- 
rator in asides to the reader, but arise from the actual plot of the “‘Er- 
zahlung,”’ over which the narrator has less control, although he is of course 
at liberty to arrange and include or discard its components as he sees fit. Such 
links represent the author’s attempt to reinforce in a rather more subtle 
manner the overt linking mechanism devised by the narrator. The first ex- 
ample appears in two particular instances of the wounding of Katharina’s 
‘*Sprachsensitivitat,’’ each occurring at critical junctures in the story. After 
the police under Kommissar Beizmenne storm Katharina’s apartment on 
the morning of Thursday, February 21st, Beizmenne is rumored to have 
asked Katharina, with reference to the wanted Ludwig Gotten: “Hat er dich 
denn gefickt?”’ Her reaction is to blush and reply proudly: “‘Nein, ich wirrde 
es nicht so nennen” (25). For the narrator this exchange is of crucial impor- 
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tance, since it establishes from the outset the very tense relationship be- 
tween the policeman and Katharina, who is said to be “in sexuellen Dingen 
auBerst empfindlich, fast priide” (25). It is possible that this initial encounter 
produces an antagonistic attitude in Katharina, thus setting off the chain of 
reaction which results in her shooting of the journalist Totges. For the epi- 
sode early in the ‘‘Erzahlung’”’ where Beizmenne offends her sensibility is 
mirrored at the very end by the crude proposition which Totges makes to her 
when he arrives at her apartment for his interview: ‘“‘. . . ich schlage vor, daB 
wir jetzt erst einmal bumsen” (185). This is immediately connected in Ka- 
tharina’s mind with the gun in her handbag through the double meaning of 
‘“bumsen’”’: “. . . und ich dachte: ‘Bumsen, meinetwegen,’ und ich hab die 
Pistole rausgenommen und sofort auf ihn geschossen”’ (185) Beizmenne has 
thus unwittingly set in motion a process which ends in murder; and the link 1s 
cemented in the synonyms “‘ficken”’ and ‘‘bumsen.’”’” 

Another link is to be found in the references to ‘“‘“moderne Malerel,”’ 
again at early and late points in the narration. This is associated in the first 
instance with the effect of the blood drawn by the pistol-shots on T6tges’s 
‘“improvisiertes Scheichkostim, das aus einem schon recht verschlissenen 
Bettuch zurechtgeschneidert war . . . ’’ The narrator then makes a compar- 
ison between this effect and modern art, the revolver having become a kind 
of ‘‘Spritzpistole”’ (13). The image here is paralleled in the scene towards the 
conclusion in which Blorna strikes Straubleder and the blood from the lat- 
ter’s nose is caught on a piece of blotting-paper by the artist Frederick Le 
Boche and subsequently dubbed a “One minute piece of art” with the title 
‘Ende einer langjahrigen Mannerfreundschaft”’ (179). The function of the 
link in this example is twofold: first of all to underline the futility of both 
Blorna’s and Katharina’s actions; and secondly, to express the fact that the 
commercial potential of contemporary art tends to minimize its function as a 
medium of social protest—a state of affairs not without some relevance to 
Katharina Blum itself. For Le Boche donates his ‘‘creation’”’ to Blorna, in 
order to help alleviate the latter’s financial embarrassment, to which the nar- 
rator adds the ironic comment: ‘‘Man sollte an dieser letzterwahnten Tat- 
sache sowie an den eingangs beschriebenen Gewalttatigkeiten erkennen 
diirfen, da8 die Kunst doch noch eine soziale Funktion hat”’ (179). 

The final and perhaps most important set of corresponding events 
arises from Katharina’s relationship with the “‘ZEITUNG.”’ It differs from the 
first two examples in that the events occupy a rather more central position in 
the narrative instead of being confined to early and late stages. After Ka- 
tharina reads the Friday editions of the “‘ZEITUNG,”’ she at first restricts her 
reaction to asking whether it is possible for the state to protect her and re- 
store her ‘“‘lost honor” (81). Not until the Saturday morning does she retali- 
ate in any way, and this expresses itself in the trivial gesture of stealing the 
latest edition of the “‘ZEITUNG’’. However, the manner in which this incident 
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is related makes it clear that its inclusion is by no means gratuitous: “‘. . . 
[sie hat] eine Art Sakrileg begangen, denn sie hat das VERTRAUEN der 
ZEITUNG miBbraucht, indem sie eine ZEITUNG herausnahm, ohne zu be- 
zahlen!”’ (112). The capitalization of ““Vertrauen”’ and the exclamation 
mark indicate the narrator’s sympathetic irony; but it would also seem that 
at this point, in formal terms, the concept ‘“‘Vertrauen” is to the newspaper 
what “Ehre”’ is to Katharina: by abusing their trust, albeit in a very minor 
way, she restores some measure of her personal integrity. The process does 
not end here, however, for in the Saturday “‘ZEITUNG” Katharina discovers 
that a reporter has gained admittance to her dying mother. But it appears to 
be not so much this outrage as the insinuation printed in the ‘‘SONNTAGs- 
ZEITUNG’’ that she is responsible for her mother’s death which, as Blorna sur- 
mises (152), drives her to the murder of Tétges. Thus the stealing of the 
newspaper can be seen as an intermediate stage in Katharina’s dealings with 
the “‘ZEITUNG,”’ and the implication is that had it not persisted in hounding 
her, she might have been satisfied with this harmless gesture. 

In Durzak’s eyes Katharina Blum is doubly condemned. As a “politi- 
sches Pamphlet” it fails, because it is able to offer no realistic solutions: Ka- 
tharina’s protest is essentially private and does not significantly impair the 
‘“‘Boulevardpresse”’ or its questionable practices. It also fails because the 
‘“auktoriale Uberlegenheit,’’ with which the “‘Erzahlung’”’ commences, is 
forced to capitulate in the face of such a glaring lack of harmony in both the 
content and the formal construction—to the point, one may add, that the 
task of narration is relinquished at the end to the main protagonist herself. 
However, Durzak fails to do justice to both BGIl’s intentions and to his art- 
istry. It must be asked, for instance, whether realistic solutions can be legiti- 
mately expected from the work, not only because the durability of the 
‘““ZEITUNG’’ is underlined in the very plot, but also because of BOll’s subse- 
quent comments on the work. Successors to both Tdotges—an Eginhard 
Templer, ‘‘der . . . eine Art Fortsetzung von Totges betreibt” (171)—and 
to the photographer Schénner, ‘‘ein gewisser Kottensehl” (178)—are ex- 
plicitly mentioned, both engaged on aspects of the Blum/Blorna case. More- 
over, in his interview with Christian Linder Boll himself casts doubts on the 
efficacy of Katharina’s violent action, questioning even whether she is able 
to regain her lost honor: “*. . . aber wenn man weiterdenkt, und das mitissen 
wir, dann kann man natiirlich nicht durch einen Mord, und ware es ein Mord 
am schlimmsten Schwein, seine Integritat wiederherstellen.”” As Balzer 
rightly asserts, the work is in fact ‘‘ein Dokument des Scheiterns,’’” in which 
the “Nicht-Integritat’’* of Katharina is made explicit. Under these circum- 
stances it would seem that whereas the theme of ‘“‘Gewalt”’ finds its most sub- 
tle expression in the very language, the theme of ‘‘Ehre,”’ or rather the lack 
of it, is ingeniously reflected in the disharmonious structure. The narrator 
seems to lose control of his material precisely because there can be no satis- 
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factory outcome: while Katharina’s individual protest may provide a tempo- 
rary catharsis, it reduces even further her hard-earned social integrity and is 
politically futile. Having come to this conclusion, however, there remains 
one problem. We have seen that, despite the somewhat cumbersome, even 
confused presentation of events, a time structure of almost symmetrical pro- 
portions emerges and firm connections are deliberately built into the plot. 
Thus there is in the structure at least some evidence of a paradoxical har- 
mony in disharmony. Perhaps this constitutes a sly hint that Katharina has 
after all restored a quantum of her lost honor. But it seems more likely that, 
while on one level the disharmony in the structure articulates the lack of a 
meaningful political solution, on a second level the harmony underlines the 
message of the work’s subtitle—‘‘Wie Gewalt entstehen und wohin sie 
fiihren kann’’—in that it hints at the logical and systematic workings of 
“strukturelle Gewalt.”’ 
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